Memory, perceived realism, and emotional responses to documentary and fictional film excerpts were investigated experimentally using adult participants. Documentary stimuli were perceived as more factual than their fiction counterparts at both semantic and syntactic levels. However, contrary to expectations, memory for visual and verbal information and the intensity of emotional reactions were greater overall for fiction films. Films whose content corresponded to well-known social themes and film genres also had a greater influence on memory and emotions. In general, it appears that perceived factuality does not have as compelling an influence on adults as it does on younger viewers. Results are interpreted in terms of the differences between cinematic attributes of documentary and fiction films and between the cognitive processes activated by these two film genres and by different themes.
ries as opposed to their absence in fiction films (Huston et al., 1995; Wright et al., 1994) . Huston et al. (1995) maintained that this judgment is based on the films' structure and on the formal features that are generally associated by convention with documentary and fiction films. In fact, a number of cinema scholars subscribe to that idea (Bordwell & Thompson, 1990; Nichols, 1991; Odin, 1984) . The distinctions between documentary and fiction films lie principally in their different representational structures of visual and verbal information and their different formal features, e.g., lighting, special effects, sequencing, pacing, type of shots, etc. . These are summarized in Table  1 . Formal characteristics that are explicitly integrated into a film's structure cue viewers as to whether a film is a documentary or fictional and permit them to apply an interpretive framework in accordance with this judgment (Eitzen, 1995; .
PERCEPTION OF REALISM AND ITS EFFECTS
Since the introduction of cinema and television, many empirical studies have investigated the social effects of realism in their messages. Often these studies have implicitly or explicitly assumed that effects on spectators are more important if the 242 POULIOT AND COWEN message content is perceived to be real rather than fictional and several empirical studies have shown that when message content is perceived as unreal or unrealistic, it indeed has less influence on spectators' cognitive, emotional and behavioral responses that when it is perceived as real or realistic (Atkins, 1983; Feshbach, 1972; Greenberg, 1972; Gunter & Furnham, 1984; Huesmann, Eron, Klein, Brice, & Fischer, 1983; Huston, Wright, Fitch, Wroblewski, & Piemyat, 1997; Murray & Dacin, 1996; Noble, 1975; Reeves, 1978) . However, this finding is not unequivocal or universal, and there are other studies that have found no difference due to perceived realism (Bandura, Ross, & Ross, 1963; Dorr, Graves, & Phelps, 1980; Klapper, 1981; Huston et al., 1995; Pingree, 1978; Potter, 1986) . Thus, research on the moderating role of realism seems to lead to discordant results preventing a clear conclusion about its effects.
Limits of Prior Studies
Methodological weaknesses in prior research on realism can lead to confusion concerning its role in the interpretation of visual messages. Potter (1988) underlined the fact that many laboratory studies that have reported an effect linked to message realism didn't include a manipulation check to determine if participants exposed to a nonfiction message did in fact perceive it as more realistic than those exposed to a fictitious one. Another problem in some studies, as described by Potter, is that aside from the manipulation of message realism, instructions also indicate to participants whether they will view a fiction or nonfiction message. This makes it difficult to determine if the realism of the stimulus, the forewarning in the instructions, or their combination produce the observed effects. Difficulties also arise from studies in which the measure of the effect is summed across different audiovisual messages, without considering the content of these messages per se. Another potential methodological problem, not mentioned by Potter, may be added to the list. In some studies, both the fiction and documentary stimulus materials present fictitious protagonists and situations that are completely made up for experimental purposes. Such conditions may compromise any comparison between the two genres with regard to their indexical references to the reality status of their images and sounds, and with regard to the ensuing judgments made by viewers concerning the factuality of their content.
Dimensions of the Construct of Realism Perception
The construct of realism perception, as suggested by many authors (see Huston et al., 1995; Nichols, 1991; Potter, 1988; Wright et al., 1994) , is not unidimensional. In fact, a finer analysis of this construct suggests that there are two major dimensions. The first is the perception of factual realism, which corresponds to the judg-ment as to whether the people and events depicted in a film are made up or not (see Nichols, 1991; and Potter, 1988 ; for similar position). Following Potter's (1988) argument, this dimension of the construct may be divided in two subcomponents: syntactic and semantic. The syntactic subcomponent corresponds to the belief, based on message style (i.e. how the message is constructed, structured), that what is shown on screen is or is not a distortion, fabrication, or artificial construction of the real world. The semantic subcomponent is the belief that the meaning or the substance of the message contains or deals with reality (i.e., whether or not the protagonist's behavior and reactions, and/or the course of events depicted in the film are typical of reality). The second dimension of this construct refers to the perception of psychological realism, involving judgments about the degree to which events and people shown in the film are plausible, accurate, and similar to the world in which the viewer lives. Empirical results on this issue reveal that perception of factual realism seems to be the most valid dimension distinguishing fictions from documentaries (see Wright et al., 1994; and Potter, 1988 , for a literature review).
Perceived Factuality, Memory for Information and Emotional Reactivity
Perceived factuality is likely to influence spectators' involvement with an audiovisual stimulus. Comstock, Chaffee, Katzman, McCombs, and Roberts (1978) , Huston et al. (1995) , and Salomon (1983) contended that when spectators perceive the content of a stimulus as factual, it leads them to process the information more deeply, which in turn leads to better memory and more extensive learning of that content. Perceived factuality also has been found to play a moderating role in the intensity of emotional responses. Some researchers (Van der Voort, 1986; Zillman, 1991a Zillman, , 1991b have proposed that when the content is perceived as veridical or factual, spectators are more inclined to identify with the protagonists or to be more interested and involved in the story, which in turn creates greater emotional reactivity.
These issues have been investigated at different levels in only a limited number of empirical studies. Gunter and Furnham (1984) and Murry and Dacin (1996) observed that perception of factual realism correlated with the intensity of emotional responses toward audiovisual material. Information memory, however, was not measured in these studies. The influence of factual realism on both emotional reactions and memory was explicitly investigated by Huston et al. (1995) . Using three audiovisual documents varying in their degree of factual realism, neither the objective manipulation of stimulus realism nor participants' subjective perception of realism were related to the intensity of emotional responses. However, participants' subjective perception of factual realism significantly predicted recall. Results were explained by the influence of perceived factualism on attitudes toward processing information, i.e., realism evokes a more serious attitude and deeper processing, both of which facilitate later recall of information, despite the absence of increased emotional reactivity. Another study (Huston et al., 1997) compared documentary and fiction films that portrayed the occupations of movie director and caterer, and again free recall was greater for documentaries, presumably because they evoked greater perceived factualism in general. It is not clear, however, to what extent the syntactic and semantic components contributed to this result.
Purposes of This Study
First, this study seeks to add to current knowledge about the effects of perceived realism on memory and emotional responses to films. Second, it hopes to reconcile discrepant results from past research by expanding certain key concepts whose role may have been less clear in previous studies due to their methodological limits. Third, it attempts to be more precise about the role of factual realism by looking at the effects of its semantic and syntactic subcomponents. Finally, it seeks to test the general assumption that cognitive and emotional effects on spectators are more important if the film's content is considered to be factual rather than fictional. Specifically, this experiment tests the following hypotheses: H1: Spectators have better recognition memory for visual and verbal information presented in a documentary than for information presented in a fiction film. This follows from results in the previously mentioned studies that compared memory for information in these two contrasting genres of film. H2: Spectators have stronger emotional responses to documentary films than to fiction films. In making this prediction, we consider that studies that found no difference in emotional reactivity to fiction and documentary films may have used materials that were not sufficiently dissimilar or distinct in their indexing of one or the other genre (this is elaborated on later). H3: Documentary films evoke a greater level of interest (or cognitive involvement) than fiction films. This is in accordance with the proposition put forward by Zillman (1991a Zillman ( , 1991b and Van der Voort (1986) to the effect that there should be greater identification with protagonists and greater interest in the story when there is greater perceived factualism.
METHOD Participants
Two hundred and thirty college and university students (79 men and 151 women with a mean age of 21.39 years) participated voluntarily in this study. Participants came from various academic disciplines (communication, tourism, psychology, and management).
Stimuli and Test Materials
Excerpts from three pairs of documentary and fiction films were used in the study. Each excerpt was approximately 2 min long and was chosen on the basis of results following a two-step preexperimental phase. In the first phase, 36 pairs of documentary and fiction film excerpts were rated by two coders. Each pair was judged on three criteria: (a) the degree to which the two excerpts represented distinct film genres, i.e. documentary and narrative fiction films; (b) the degree to which excerpts within a pair dealt with the same theme or subject; and (c) the degree to which the two excerpts had the same emotional valence. On the basis of these ratings, the six pairs of excerpts that best fit these criteria were subsequently evaluated by 48 judges using seven 10-point scales, one of which measured to what extent the excerpt was perceived as documentary in nature, and six other scales which measured perceived factual realism (three each pertaining to the syntactic and semantic subcomponents).
On the basis of results from planned comparisons (at the p < .05 level) of the judges' ratings on these scales, three final pairs of excerpts were retained for the experiment. Within each pair, the two films were perceived as significantly different both in terms of traditional genre distinctions (documentary vs. fiction) and in terms of perceived factual realism, yet having the same thematic content and emotional valence. Additionally, the three pairs were chosen so as to clearly distinguish between social themes and emotional content. The first pair included excerpts from the fiction film Un amour fatal (French version of Fatal Love; McLaughlin, 1992) and the documentary Médecin de coeur (Rached, 1993) . Both excerpts concern a doctor informing a patient he or she has AIDS and consequently both were dramatic and tragic and had negative emotional valence. The second pair of excerpts came from the fiction film Quatre mariages et un enterrement (French version of Four Weddings and a Funeral; Newell, 1993) and the documentary film Le pays des sourds (Philibert, 1992) . These excerpts both involved the theme of a wedding celebration in a church and had a positive emotional valence. The final pair included excerpts from the fiction film Gandhi (Attenborough, 1982) and the documentary film Gandhi: La fin d'un empire (Delannoy, 1993) . Both deal with Ghandi's nonviolent struggle for India's independence and contain a mixture of positive and negative emotions. All film excerpts were transferred to VHS videotapes and presented to participants on a 28-inch television monitor.
Procedure
Intact groups of 15 to 20 participants met in rooms arranged for the experiment. The six conditions involved by this experiment were tested independently within several days of each other. At the onset of the experimental session, participants were informed that the research dealt with the interest that films arouse in spectators and were given general information on the procedure that would follow. They then viewed one of the six film excerpts and subsequently filled out two questionnaires. The first questionnaire presented the six items dealing with perceived factual realism, and an additional item measuring the intensity of the spectator's emotional reaction. The second questionnaire was the French version of the Style of Processing scale (SOP; Heckler, Childers & Houston, 1993), which required participants to indicate their degree of agreement with 28 sentences concerning their usual way of handling different cognitive tasks. This not only provided data on cognitive style, but also served as a filler task to ensure that a sufficient and constant lapse of time separated presentation of the excerpt and the recognition test. Twelve min were allotted for filling out the questionnaires. Finally, participants received a recognition test as described in the following. Each experimental session lasted about 45 min.
Measures
Emotional intensity response. Participants evaluated the intensity of their response to a given excerpt using a scale ranging from 0 (no emotion) to 10 (the most intense emotion ever).
Interest. This measure was used as a distal indicator of depth of processing because several media theorists (i.e., Salomon, 1984; Shank, 1979) have proposed that messages that evoke greater interest are processed more deeply. The participants' judgment of their interest in the film excerpt was measured using one item with a response scale that ranged from 0 (not at all interested) to 10 (totally interested).
Perception of factual realism. The perception of factual realism was measured using six items (three for each subcomponent) developed specifically for this experiment. Item format and wording were inspired by empirical and theoretical works in this area (Huston et al., 1995; Huston et al., 1997; Potter, 1988; Wright et al., 1994) . The three items of the semantic subcomponent concerned the degree to which settings, events, and persons exist in the real world independently of their depiction in the film. The three items of the syntactic subcomponent concerned the degree to which the settings, events, and persons are fictitious, invented, or constructed only for the film. Participants indicated the degree to which they perceived each of the six elements using a response scale that varied from 0 (no, not at all) to 10 (yes, entirely).
Principal components analysis coupled with Varimax rotation was used to verify instrument composition. Results showed that a solution with two components REALISM PERCEPTION AND MEDIA EFFECTS explained 73.3% of the variance. Item saturations (minimum saturation of .77 on the expected factor and maximum saturation of .20 on the other factor) indicated, in accordance with Comrey (1973) , that they were very good measures of the construct's subcomponents of factual realism perception. Internal reliability, calculated using Cronbach's (1951) alpha coefficient, was .69 for the semantic component and .90 for the syntactic component. Because the reliability of the two measures was reasonably good considering the purposes they were intended for, and they yielded a reasonable approximation of the construct's two subcomponents, two composite scores were computed for each participant.
Recognition tests. A recognition test containing 32 items was constructed for each of the six excerpts. Half the items were extracted from a pool of verbal and visual information that at least 84% of judges agreed upon during a preexperimental phase. Among these 16 target items, eight referred to visual information and eight referred to verbal information in the excerpt. The verbal target items were verbatim sentences extracted from the film's sound track and the visual targets were presented as verbal descriptions of protagonists'behavior or of physical characteristics of protagonists, objects, or surroundings seen in the film. The 16 remaining items were foils constructed by either contradicting or altering verbal or visual information that was actually in the film. Only items that were consistently listed by judges during preexperimentation were admissible for either type of item. Furthermore, half the items in each channel corresponded to information judged to be important and half to information judged to be secondary. The sentence structure and two levels of item importance were equivalent for foils and target items and for both media.
To facilitate participants' information retrieval, verbal and visual items were presented in two separate questionnaires. For any given item, participants had to indicate whether it was or was not present in the excerpt. Recognition scores were calculated using Graesser and Nakamura's (1982) formula that takes false alarms into account: D' (corrected recognition score) = {[p(targets) -p(false alarms)] / [1-p(false alarms)]}. The formula treats false alarms (errors of commission) as a potential source of inflated recognition scores when the correct answer is guessed or assumed to be true from the inappropriate use of a schema in reconstructive memory. This corrected score is usually regarded as a better index of short-and medium-term memory than a simple score based only on hits.
RESULTS

Perception of Factuality
A 2 × 3 between subjects MANCOVA was performed on of the semantic and syntactic subcomponent scores. Adjustments were made using participant gender as a covariate. Independent variables were film genre (fiction vs. documentary) and film theme (AIDS, wedding, Gandhi). Using Wilks' criterion, factuality scores were not significantly related to the covariate, F(2, 222) = 1.42, n.s. The intended manipulation of factual realism was confirmed by finding a significant difference for film genre in the MANCOVA performed on the of the semantic and syntactic subcomponent scores, F(2, 222) = 192.37, p < .001, n 2 = .63. The combined factuality subscores were also significantly affected by the theme of the film, F(4, 444) = 12.81, p < .001, n 2 = .10. These main effects were qualified by a significant interaction between genre and theme at the multivariate level, F(4, 444) = 10.63, p < .00, n 2 = .09. The effect of genre on the combined sub-scores was more pronounced for excerpts on the theme of Gandhi than for wedding and AIDS. Univariate analyses (ANOVAs) revealed that documentaries were perceived as significantly more factually realistic on both subcomponents. Semantic ratings were higher for documentaries (M = 24.43, SD = 5.74) than for fiction films (M = 20.28, SD = 6.82), F(1, 223) = 32.34, p <. 001, n 2 = .13. Likewise, syntactic ratings were higher for documentaries (M = 27.08, SD = 3.49) than for fiction films (M = 13.23, SD = 8.20), F(1, 223) = 348.56, p < .001, n 2 = .61. A general pattern emerged in which all three documentary films produced syntactic factuality scores that were significantly higher than semantic factuality scores, whereas the reverse was true for two of the three fiction films. The one exception is the fiction romantic comedy where no significant difference between the two factuality measures was observed. The various results concerning the two factuality subcomponents are summarized in Table 2 . Memory for information. A 2 × 3 between subjects ANCOVA was performed on corrected recognition scores (D'). Adjustments were made using participant gender as a covariate. Independent variables were film genre (fiction vs. documentary) and film theme (AIDS, wedding, Gandhi). Using Wilks' criterion, corrected recognition scores (D') were not significantly related to gender, F(1, 223) = 2.67, n.s.
There was a significant main effect for film genre, F(1, 223) = 5.40, p < .05, n 2 = .02. Overall, the mean for fiction films (M = .58, SD = .24) was higher than for documentaries (M = .51, SD = .25). The ANCOVA performed on the memory data also showed a significant main effect associated with the theme of the excerpts, F(2, 223) = 18.75, p < .001, n 2 = .14. Post hoc comparisons using Sheffe's method were done to further explore the effect, revealing that mean D' for the AIDS theme (M =.64, SD = .19) and for the wedding theme (M = .57, SD = .21) were significantly higher that for the Gandhi theme (M = .43, SD =.28), p < .05. These main effects were, however, qualified by an interaction between genre and theme, F(2, 223) = 9.91, p < .001, n 2 = .08. As can be seen in Table 3 , the interaction appears to result from the anomalous findings for the documentary excerpt about a wedding, which was the only documentary that produced better recognition than its fiction counterpart; at the same time, there was a large difference in the opposite direction when comparing AIDS excerpts.
Intensity of emotional response. A 2 (film genre) × 3 (film theme) ANCOVA was applied to measures of reported emotional reactivity. Using Wilks' criterion, no significant relation was found between emotional responses and the covariate of participant gender, F(1, 223) = 1.39, n.s. The main effect for film genre was significant, but not in the predicted direction, F(1, 223) = 5.50, p < .05, n 2 = .02. In general, fiction films evoked more intense emotional responses (M = 3.74, SD = 2.19) than documentaries (M = 3.11, SD = 1.92). Emotional responses were significantly affected by the theme of the excerpts as well, F(2, 223) = 8.55, p < .001, n 2 = .07, paralleling the differences between themes found for memory. Once again the 250 POULIOT AND COWEN AIDS theme (M = 3.82, SD = 2.06) and the wedding theme (M = 3.75, SD = 2.10) had a significantly greater impact on emotional responses than did the Gandhi excerpts (M = 2.70, SD = 1.90), p < .05, following post hoc Sheffe comparisons. Again, a significant interaction was observed between genre and theme, F(2, 223) = 3.74, p < .05, n 2 = .03. Post hoc comparisons using the Sheffe test showed that the greater emotional impact of fiction excerpts occurred for the AIDS and wedding themes but not for the Ghandi theme, where the reverse was found, producing the significant interaction between genre and theme. Table 4 displays the mean for each excerpt and the results of post hoc comparisons for this dependent variable.
Interestingness of film excerpts. A 2 (film genre) × 3 (film theme) ANCOVA was applied to interestingness ratings. Using Wilks' criterion, participant gender was found to have a significant effect on interest in the film excerpt, F(1, 223) = 7.72, p < .01, reflecting a small association between these variables (n 2 = .03). There was no significant main effect for film genre, F(1, 223) = .80, n.s., primarily because the results for the wedding theme, where the fiction excerpt was more interesting, neutralized effects of the two other themes where the documentary excerpts were more interesting. There were significant differences due to film theme, F(2, 223) = 11.51, p < .001, n 2 = .09. Results of post hoc comparisons once again paralleled the findings for memory and emotional intensity measures: the AIDS theme (M = 6.41, SD = 2.52) and the wedding theme (M = 6.16, SD = 2.61) were both judged to be more interesting than the Gandhi theme (M = 4.86, SD = 2.77). These differences were significant at p < .001 and p < .01, respectively. The ANCOVA also showed a significant interaction effect between genre and theme, F(2, 223) = 11.94, p < .001, n 2 = .10. The means appear in Table 5 .
To investigate the impact of each independent variable on judgments of interestingness, a step down analysis was performed in which gender was given the highest priority, with film genre second and film theme third. The analysis revealed that Note. Scores on the scale vary between 1 and 10. The higher the score the greater the level of emotional intensity reported for the excerpt's content. Means within columns bearing different subscripts differ significantly, using the Sheffe test.
only gender made a reliable contribution in the prediction of reported interest in the film excerpts, R 2 adjusted =.02, β = .82, F(1, 228) = 4.82, p < .05. Women judged the excerpts to be more interesting (M = 6.09, SD = 2.71) than did men (M = 5.27, SD = 2.64), p < .01.
Correlations between measures.
Correlations between the dependent variables were calculated for each of the six films separately, because there were significant differences between themes and genres in various analyses mentioned earlier in this section. All six films produced a significant correlation between participants' interest and the intensity of their emotional reaction. For several films there were also significant associations between either emotional reactivity or interestingness on the one hand, and semantic or syntactic factuality ratings on the other, with clear differences between fiction films and documentaries. For all three documentary excerpts, the correlations between interest and both subcomponents of perceived factuality were positive. In contrast, for all three fiction excerpts, the correlations between interest and semantic factuality were positive, but the correlations between interest and syntactic factuality were negative. Recognition scores were not significantly correlated with any of the other dependent measures (emotional intensity, interest, and semantic and syntactic factuality). Partial correlations were also conducted to determine whether the two subcomponents of factual reality contribute to the relationship observed between reported interest and emotional intensity. These tests revealed that the two subcomponents have only a trivial influence on the association between the other variables.
DISCUSSION
This experiment investigated how perceived factuality influences viewers' emotional reactions and memory for fiction films and documentaries. It was hypothe-
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sized that documentary films, because of their formal features and viewers' expectations that they are more factual, would produce stronger emotional reactions and better memory of their content than fiction films dealing with similar themes.
First, it was necessary to verify that films in these two genres (documentary and fiction) are, in fact, perceived differently. Our results with adult participants demonstrate that fiction films and documentaries can be validly distinguished in several ways on the basis of subcomponents of semantic and syntactic factuality. However, even though documentaries are associated with greater perceived factuality, this characteristic does not appear to increase the intensity of viewers' emotional reactions or improve their memory of film information. Contrary to predictions, although the perceived factuality of documentary films was always greater than that of fiction films, scores for overall recognition were stronger for fiction excerpts in general, although this was essentially due to the difference between the two AIDS excerpts. Fiction films also produced stronger emotional reactions than documentaries. This higher reactivity toward fiction films may stem from some of their inherent attributes that are not shared by conventional documentaries. Actors' performances in conveying human behavior and emotions, mise-en-scène, and editing based on formal principles for conveying character motivation are attributes of fiction films that cause the audience to identify with the protagonists and become emotionally involved the story. Such identification may bring the spectator to vicariously experience the events in which protagonists are taking part (Zillmann, 1991a) . In addition, point of view shots, cuts and editing, camera's movements, dialogue, and sound effects are often exploited by filmmakers to further heighten this identification and maximize the spectator's cognitive and emotional investment in ongoing actions and events.
Similar to the findings for recognition memory, AIDS and wedding themes produced stronger emotions than the Ghandi theme, which was the only theme in which the documentary had greater emotional impact. This last result is not surprising when one considers that the so-called fiction version of Ghandi's story is distinct among the fiction films used in this study because it is the only one that involves the staged reenactment of historical events. Despite its grandeur and drama, this version is less potent than the documentary footage. The stronger emotional response to the documentary is likely due to spectators knowing that they are witnessing the momentous historical events of Ghandi's nonviolent struggle (as opposed to knowing that they are watching actors in costume recreating historical events for the camera).
Distinctive characteristics and expectations associated with genres and themes can also help explain the anomalous results for the wedding fiction film. This excerpt is distinct from all the others because of its greater entertainment value and heightened positive affect, not only because it deals with love and marriage, but especially because it is taken from a popular romantic comedy. These qualities contributed to a more intense emotional response for this fiction excerpt, compared to the documentary wedding excerpt, but may also have reduced or inhibited viewers' attention to the specific verbal and visual data in the scene, exactly as implied by the notions of diversion and distraction that characterize entertainment. In addition, because comedies and romantic stories are generally considered to be less serious, expectations and attitudes toward the film would orient the viewer toward having fun rather than doing cognitive work so as to remember what was shown or said. The weaker memory for the fiction comedy excerpt, compared to memory for the fiction tragedy excerpt, corresponds to the model developed by Sinclair and Marks (1992) , which predicted a deeper, more analytic processing of material that has negative emotional valence.
Nevertheless, the recognition scores for this film were not as low as those for the two Ghandi excerpts, which indicate that other factors related to theme must also be taken into consideration. Most notably, the two themes that produce a significantly stronger emotional response and better memory correspond to relatively well known social schemas or scripts, i.e. "love and marriage" and "dying from a fatal disease." Having these schemas would guide and facilitate viewers in processing and retaining the particular details contained in each of these excerpts, be they fictional or documentary. The schemas would also make it easier to detect false alarms that are atypical for the theme. Not coincidentally, these two themes also correspond to the more familiar and typical film genres or dramatic forms of romantic comedy and tragedy. In contrast, the theme of Ghandi's pacifist struggle for the independence of India is not only unique as a story, it also belongs to the far more abstract and heterogeneous genres of historical film and film biography, both of whose formal characteristics and conventions are less clear and less well-known. Without a well-learned schema or category, viewers who were less familiar with the historical events would have more difficulty retaining or reconstructing the information in the excerpts and would be less unequivocal in their emotional reactions because, as mentioned earlier, the Ghandi excerpts produced both positive and negative valence emotions, whereas the two other themes were more unequivocal in producing one or the other, but not both valences.
Results showed that the theme also influenced the intensity of emotional responses. The wedding and AIDS themes were significantly stronger on this variable. Once again, this is probably due to the basic social nature and unambiguous emotions of these themes in contrast to the unique and complex events and emotions associated with Ghandi's life. Shank (1979) postulated that certain fundamental themes like death, danger, sex, and love are absolute interests. Tan (1996) proposed that viewers have thematic knowledge structures for such fundamental issues and when the content of a film fits into one of these schemas, the meaning that is inherent to the thematic structure is evoked along with the corresponding affect attached to it by previous experiences. This notion is consistent with prior research on the power of basic social themes to elicit emotional states (e.g. Gross & Levenson, 1995; Philippot, 1993) .
In previous studies the moderating role of perceived realism has seemed to produce discordant results. In this study, the distinction between semantic and syntactic factuality and their different patterns of association in fiction and documentary films may help reconcile these discrepant findings. Fiction and documentaries produce distinctive patterns in the relative strength of the two types of factuality, and distinctive patterns in the correlations between factuality measures and interest. Semantic and syntactic factuality are both greater for documentaries. However, the difference between these two measures is much greater for fiction films where syntactic factuality is particularly weak and semantic factuality is almost at the same level as was observed for documentaries. This suggests that although viewers of a fiction film know that the unfolding events on screen are being performed by actors following a script, they can still perceive that what is depicted on screen bears a plausible relation to psychological and physical reality (at least for the excerpts used in this study). The exception, once again, occurs for the romantic comedy excerpt, in which semantic reality was the lowest of all six films. This is not surprising, given that comedies play with plausibility and even flaunt implausible elements to create humor. For example, in the excerpt from this comedy there is an exchange of engagement rings that represents a very typical action in the traditional love-marriage-wedding schema. However, the actual rings exchanged are a plastic toy from a Crackerjacks box and a metal ring with a skull typically associated with motorcycle gangs; improbable and unlikely events, more so because of their simultaneity.
Documentaries also show significant differences between the two factuality measures, but the relation is reversed, with syntactic factuality being stronger than semantic factuality. In other words, when viewing a documentary film, viewers are more sensitive to cues that indicate that what they are witnessing on screen is not made up or acted, but is a direct recording of events in the real world. If the film is successful in conveying that idea, semantic factuality is likewise higher than for fiction films, because viewers do not have to imagine or pretend that what is presented is plausible in a suspension of disbelief.
These results support Nichols' (1991) proposal that fiction and documentary genres evoke distinct cognitive procedures for processing incoming information. Fiction calls for suspension of disbelief about the reality status of the information; documentaries call for activation of belief in the reality of what is presented. These different orientations in the spectator arise from the respective conventions and cues typical of each genre. Accordingly, a spectator watching a fiction film consciously or unconsciously detects the conventions and cues of that form and knows that what is being presented is made up and acted, not raw reality. It is as if the spectator accepts an implicit invitation to play a game of "pretend" and to perceive what is on screen as a plausible reality. This is done in the service of being entertained, and therefore what really matters to the spectator is not whether what is presented on screen is true or false, but whether it is entertaining. If successful, such entertainment translates into more intense emotional reactions. Conversely, when a spectator watches a documentary, a process similar to reality testing is activated such that the spectator compares the data in the film with what he knows or believes is the way reality manifests itself. As a result, documentaries are likely to involve more logical and rational processing and less emotional investment. Tan (2000) has also supported the notion that fiction and documentary are two of the most clearly established genres having distinct characteristics that create very different emotional responses.
Another more subtle finding in this study also appears to be consistent with these ideas. The correlations between perceived interestingness and syntactic factuality are negative for fiction excerpts but positive for documentary excerpts. In contrast, the correlations between interestingness and semantic factuality are positive for all excerpts regardless of the genre. This gives rise to significant differences between the two correlations (one for semantic and one for syntactic factuality), but only for fiction films (p < .05). This suggests that there is a tendency for fiction films to be less interesting if they are perceived to be more real. Or, what makes a fiction film interesting is precisely that it requires a suspension of disbelief. These factors do not, of course, play a role in documentary film viewing where, to the contrary, interestingness depends on the perception that what is occurring on screen is a window on the real world. These notions should be tested directly in future research by using thought-listing procedures or other types of self-report so as to determine the nature of the conscious processing that is activated while viewing films in each genre. These factors may be partly responsible for the significant interaction between genre and theme with regard to interestingness, although genre itself did not have a significant effect. In other words, the interest evoked by a theme depends in part on the genre because documentaries and fictions do not activate the same expectations and are not processed in the same way.
On a methodological note, the films employed in our study might not have been sufficiently representative of the pool of films that exist on the market. A more extensive comparison between fiction films and documentaries might offer further and more solid insights into how audiences process, emotionally react to, and learn from these two genres. The low level of emotional intensity recorded across the excerpts used in this study may also have created weaker results than one would find when using full-length feature films or documentaries. The lower emotional intensity is very likely due to the relatively short duration of our excerpts (about 2 min) and the fact that they are presented out of context, without the conceptual or emotional development that would have been created if the whole film were shown. Longer film excerpts should be used to see if these results can be replicated. Furthermore, the influence of thematic content reflected in memory and emotional indexes should be better controlled in future research. Future research should also systematically vary thematic content, emotional valence, and the familiarity of the story. As mentioned elsewhere, participants in at least certain conditions should be questioned during viewing with regard to their processing orientation and emotional reactions. Finally, free recall or story resumes might be used as a memory measure instead of recognition. This would be more ecologically valid and also permit comparisons between processes that vary in their dependence on well-developed schemas for themes or genres. Such additions to the basic experimental paradigm would contribute to a better understanding of the influence of perceived factuality in film on memory and emotions.
